documentation regarding its construction is rather scarce and can be found primarily in an account book pertaining to the basilica of San Lorenzo.9 In addition to the accountancy relative to the construction of the new basilica, this source also contains explicit references to the Medici Palace, weaving together, among other things, a lost "book of the palace of Cosimo" (libro di palagio di Cosimo) -that is, the "libro della muraglia" dedicated entirely to the accounts concering the construction of the palace. This missing source, otherwise available for numerous other Florentine palaces from the Renaissance,10 would have put to rest a great many doubts still surrounding the Medici Palace. Nevertheless, some indirect documentation is still available, and has yet to be properly identified.
Significantly, 1447 was the year in which Cosimo de' Medici reintroduced the Feast of the Magi (depicted in the pictorial cycle by Benozzo Gozzoli in the chapel of the palace) after a long period of suspension. Michelozzo, a member of the Company of the Magi, in charge of organizing the festivities, was called in to take part in these preparations, which involved a lavish procession from the church of San Marco to the city centre along the Via Larga,11 where the construction of Cosimo's residence was under way.
The date of Cosimo's move to the new palace -which can thus be considered the moment when the building works were drawing to an end -is also uncertain, proposed by some to be 1456 and by others 1458, the year in which the patron's tax declaration, the portata al catasto, was drawn up at the new residence.12 Already by 1457, however, the palace could accommodate important works of art, such as the two busts of Piero and Giovanni de' Medici intended for their respective chambers. In the same year, the commissioning of Donatello's Judith was under way; the statue and its columnar 9 This ledger is the point of departure for the work of base were intended to adorn the garden of Cosimo's new palace, starting in the late 1460s.13
The Urban Context
The Medici Palace is situated at the heart of the Gonfalone del Leon d'Oro in the Florentine district (quartiere) of San Giovanni, between the fifth and the sixth circle of walls;14 the Medici, originally from the Mugello, the hilly region north of Florence, settled in this area in the first half of the 14th century.15 It is here that the most important properties of the family could be found, transformed between the 1430s and 1440s into a single large palagio complete with a hortus conclusus. 16 The Via Larga was an urban axis of unprecedented size designed during the 1330s. Its dimensions were all the more extraordinary when compared with the surrounding network of narrow streets, and especially the continuation of the Via Larga itself towards the cathedral (then called Via degli Spadai, today Via Martelli), which used to be significantly narrower than its present shape, acquired only at the beginning of the 19th century.17
In his "Life of Brunelleschi" Giorgio Vasari -influenced by the Libro di Antonio Billi and by Anonimo Magliabechiano -linked the construction of the Medici Palace to a greater urban project devised by the architect, which would have included a grandiose residence in a location different from the present one.18 In fact, rejected because of its excessive size and thus its political and economic connotations, Brunelleschi's project, according to Vasari, envisioned the construction of a magniloquent building free on three of its sides. Situated at the present site of the church of San Giovannino, opposite San Lorenzo, the palace would have served as a physical and conceptual juncture point between two squares: the piazza in front of San Lorenzo and another new empty area near San Marco, where the palace that was actually built stands today. The Although Brunelleschi's project for the Medici should probably be relegated to the realm of myth, one should nevertheless keep in mind the spatial relations between the residence of Cosimo the Elder and the Via Larga, the San Lorenzo complex, and other religious poles of Medicean authority (first and foremost, the convents of San Marco and Santissima Annunziata). Equally important was the choice of the corner location for the new building, clearly preferred to the alternative idea of remodelling the adjacent old house of the Medici. As Caroline Elam has argued, the modern viewer -who considers the square to have been the ideal form of Renaissance urban planning -may have lost the sense of the importance of the street corner, which was in fact deeply rooted in the mind of the 14th-and 15th-century viewer, especially in Florence.21 Indeed, the corner section of the Medici Palace was highlighted on the first floor by a monumental coat of arms of the family, while on the ground floorthrough a contrasting play of volumes and voids -the powerfully rusticated walls dematerialized in the grand arches of the built-in loggia.22 Moreover, as one approached from the Via degli Spadai -that is, from the direction of the cathedral -this angle was brought into relief even further because of the widening of the area in front of the small medieval church of San Giovannino.23 19 Hyman, "Notes and Speculations", 108. 20 This issue is meticulously reconstructed in Elam, "Il palazzo nel contesto della città", 44-47. 21 Ibid., 47: "[…] poiché ormai siamo abituati […] a considerare ideale urbanistico la piazza costruita in modo coerente su un asse che fa da punto focale con gli edifici collocati al centro, abbiamo forse perduto il senso dell'angolo, così radicato nella coscienza dell'osservatore nel Trecento e Quattrocento, soprattutto a Firenze". The church (built in 1351) and the square in front of it were transformed respectively starting in 1579 (by Bartolomeo Ammannati) and 1655 (regularizing of the area with regards to One may add that when Cosimo began the construction of his palace, the opposite street corner was already occupied by the palagio of the Della Casa, under construction from around 1411 and subsequently incorporated into the 17th-century Panciatichi Palace.24 Giovanni Cavalcanti, who witnessed the start of the works for the palace of the Della Casa, wrote that he saw one of its corners built atop a pillar of a bridge "over the Mugnone"; when Cosimo began work on his palace, he too encountered very thick walls under the foundations.25 In addition to establishing the importance of the palace corners (canti) for the definition of the urban fabric, Cavalcanti's account thus also highlighted the presence of a bridge that probably spanned the moat surrounding the city walls (this was the first circle of walls built in the communal period, but the fifth in all).26 His mention of "enormous walls" (grossissime mura) in the foundations of Cosimo's palace may be a reference to the remnants of this medieval protective enclosure, but it may have also been a symbolically resonant reference to the palace as a "bastion along a wide and straight street with a military character".27
Coinciding with the period in which the construction of the Medici Palace began, Dietisalvi Neroni (a member of a family with close ties to the Medici until the conspiracy of 1466) was starting work on his own palace on a parallel street, called Via dei Ginori, adjacent to Cosimo's garden. Neroni's property efforts included the remaking and improvement (including in a social sense) of a wide area of the medieval city, which was peppered with hovels, dark and narrow alleyways, and a public (and morally ambiguous) bath house for women, the so-called stufa delle donne Moreover, the Cambini and the Ginori families (both close friends of the Medici) transferred to Cosimo some of their property on via Ginori in order to facilitate the building of his palace towards San Lorenzo.29
The Patron
The great era of construction that transformed Florence into a "city of palaces", in the words of Benedetto Dei,30 was anchored around three precise chronological moments: from 1414 to 1423, after 1427, and from 1454 onwards.31 This tripartite chronology was dictated by specific events: 1423 marked the end of a long period of peace for Florence and the beginning of its conflict with Milan. The year 1427 saw the establishment of the catasto,32 the new instrument of taxation, which had direct consequences for the construction of new patrician palaces (which were exempt from tax if they were a family's principal residence) but also for the use of these buildings, given the permanent removal of shops from their ground floors.33 Finally, the Peace of Lodi, signed in 1454, inaugurated a new period of stability and brought about a drastic diminution of onerous loans for wealthier citizens. Within this temporal frame there was yet another highly significant occurrence: in 1444 Cosimo de' Medici and his faction managed to impose the creation of a balìa -a type of authority endowed with extraordinary powers -which was intended for emergency situations, but which the Medici used as an instrument of control over the city's political life for many years, displacing the traditional governing bodies of the Florentine Republic.34 The qualitative leap made by Cosimo on the political stage was immediately echoed in the launching of the most important of a series of architectural commissions for which he was responsible:35 his own palace. As the head of a great banking enterprise of pan-European relevance, Cosimo -after more than twenty years of war and heavy financial contributions paid into the state coffers -was the only man in Florence capable of undertaking a project of this magnitude. His exceptional architectural patronage in the context of early Quattrocento Italy has by now become a well-established topos in the history of Renaissance art;36 in particular, emphasis has been placed on the close relationship between the promotion of architectural works and the idea of magnificence, which was articulated and developed in theoretical writings and treatises in this period.37 The extent to which these aspects characterized a complex and nuanced figure such as Cosimo has been a topic of a vast and elaborate debate, analysed in depth in the rich bibliography38 that has traced down precise references to the theories of Alberti and others.39 Biographies of Cosimo have underlined abundantly, and in apologetic tones, his role as a promoter of the arts, as further emphasized in the poetic writings celebrating the most important fruits of his patronage.40 Moreover, considerations found in the twentieth book of Filarete's treatise have also been of great importance: here, the author provided a list of buildings commissioned by Cosimo and, while mentioning the names of many workers, emphasized above all Cosimo's role as the originator of these projects, presented almost as having an authorial role.41 Scholars have long wondered about the significance of the palace in Via Larga in the context of Cosimo's considerable architectural activity. This question has been part of a broader investigation into the motivations behind the construction of a great number of palaces in 15th-century Florence, with an emphasis on the social and economic role they played in the Renaissance city. Richard Goldthwaite saw the construction of these palaces as a consequence of a new structure of the Florentine family, which moved from the extended family group, typical of the medieval consorterie, to the establishement of the "conjugal family", in which personal property was kept separate from that of close relatives.42 According to this interpretation, the palace would have constituted the clearest confirmation of the patron's wish to represent himself in the urban context not as a member of an extended clan but rather as a single individual, tied to a circumscribed family nucleus. This interpretation has been revisited by Rubinstein and especially by F.W. Kent, who has demonstrated that there was actually no radical fissure between medieval corporatism, on the one hand, and Renaissance individualism, on the other. According to Kent, the palace was the expression of the power and wealth of the family, and the family's insertion into its respective gonfalone was even more important than its presence in a more prestigious or convenient location inside the city.43 The motives that induced people to "turn into stone" enormous amounts of money were thus the expression of the gradual "aristocratization" of the economically dominant classes, which subsequently led to something of a homogenization between the old and the new families within the city's oligarchy.44 Seen from this perspective, the construction of a palace was a way to distinguish oneself from the lower classes and give concrete form to one's social status; it was a "manifesto" of nobility45 in an urban context characterized by a close connection between the aristocracy and the city.46 In this sense, Cosimo's palace assumed a special role, becoming a secondary, if not alternative, seat for the government of Florence.47 It was this circumstance that, in an extraordinary game of mirrors, 41 Fraser Jenkins, "Cosimo de' Medici's Patronage", 169. 42
Goldthwaite, "The Florentine Palace", 991. In addition, the Medici used images, as well as architecture, in both a political and personal sense, making direct references to Augustan and Imperial Rome.50 Indeed, the palace in Via Larga, designed to appear heroic and celebrated in literary works composed specifically to eulogize it, was covered in classicizing references in its façades and ornamentation.51 Cosimo, and later his son Piero, wove a dense web of references to ancient Rome into the architecture and the precious and varied decorationsfrom the heavy rustication of the exterior,52 to the columns of the courtyard, to the smallest of ornaments -which inspired the chronicler Giovanni Calvacanti to compare the Medici Palace to the Roman Colosseum.53 This conceptual framework seems also to have informed the principal plan of the palace in terms of its sequence from the hallway to the porticoed courtyard to the garden, anticipating the attempts at rehearsing the configuration of the ancient domus, which would come to characterize the architecture of the second half of the 15th century,54 resulting in projects such as the palace of the "Medicean" Bartolomeo Scala.55 
The Building and Its Architect
The Medici Palace can be understood as a real "point of accumulation", in which elements of the Florentine tradition, both distant and close, come together with a range of original compositional and spatial elaborations. The building, therefore, establishes a rich dialogue with the themes developed in previous decades (which were themselves informed by medieval examples),56 combining them with original solutions. A new standard was thus established in terms of spatial rationalization, circulation, and functions, as celebrated (in anticipation of the building's completion) in Filarete's treatise, which provides a detailed description of the palace.57 Thanks to the richness of its interior decoration, Cosimo's residence could be defined today as a "veiled royal palace",58 or what in the 15th century was known as a palace "rege dignum", worthy of a king, for Pope Pius ii Piccolomini.59
The regularity and the rationality of the floor plan are qualities that have been recognized in the existing scholarship, which has identified them as principal distinctive characteristics, much more innovative than the articulation of the façades. As to the shape of the courtyard, its four sides do not have the same dimensions: the side opposite the entrance (the western section) is expanded in width and covered by a barrel vault ceiling, creating a space for feasts and celebrations. Of particular interest is the sequence of empty and built spaces organized along visual axes studded with sculptural moments of great relevance: the main longitudinal axis is structured by a sequence composed of the hallway, the courtyard -at whose centre stands Donatello's David -the loggia and the garden; the latter was also marked by a transversal axis, and defined on the south side by the central arch of the external loggia and on the north side by Antonio Rossellino's fountain and Donatello's Judith. Under Piero de' Medici the internal decoration of the hortus was completed by the addition of two ancient sculptures of Marsyas (restored by Mino da Fiesole and Verrocchio) placed to the sides of the passageway through the protective wall towards Via dei Ginori, as well as an ancient Priapus above the door leading from the garden to the loggiato.60 italiana The theme of the regularly porticoed courtyard as the truly grandiose heart of the house had already been tried out in the Busini palace and the palace of Niccolò da Uzzano,61 a continuation of the 14th-century tradition, key examples of which were the courtyard of the Bargello and the pre-Michelozzean courtyard of the Palazzo Vecchio.62 The refined architectural and sculptural decoration that adorned the courtyard of the Medici Palace, however, had an added value: from the aforementioned David by Donatello to the eight roundels in the frieze above the arches,63 to a series of ancient portrait busts (including one of the Emperor Hadrian) placed in niches and crowned by large Medicean rings with pointed diamonds and feathered wings, which were located above the doors leading to the ground floor and the garden and in situ from at least the 1470s.64
The ground floor, moreover, was defined by a clear system of connections, constituted by the hallway-courtyard-stairs sequence, around which were the spaces for work and living, public and private. On the first floor, this 'spinal cord' was repeated in the stairs-vestibule-hall sequence: in other words, the second flight of stairs leads on to a large space (the vestibule, or ricetto) from which one enters the great hall with three windows overlooking the courtyard, whilst on the opposite side the stairs lead to the chapel. Such innovative horizontal and vertical articulation was extremely clear and functional, and it was thus unsurprisingly taken up in the Florentine palaces of the second half of the 15th century, ultimately spreading to Rome with Antonio da Sangallo the Younger and the "setta sangallesca". 65 of spatial organization did not constitute a novelty in themselves;66 rather, the novelty came from their overall composition, their insertion into a geometrically structured grid. The staircase with its double parallel flights of stairs, in particular, was vaulted67 and, though still of modest dimensions, represents a significant step in the direction of ostentation and monumentality typical of the staircases of the later Renaissance and beyond.68 While the uses of the different spaces in the Medici Palace have been studied by Wolfger Bulst,69 Brenda Preyer has demonstrated the exemplary value of some of the arrangements of the rooms and their location within the palace70 (Fig. 11.2) . The ground floor included an apartment in the southern wing, consisting of a large hall and a bedroom, as well as an additional smaller space through which one could reach the scrittoio (a business office or a study), located between the stairs and the corner loggia. This apartment was probably used in summer, given its proximity to the garden in the back and the adjacent loggia, to which it was directly connected by a door.
The space to the north of the palace, contiguous with the garden and, again, with the porticoed wing of the courtyard, is known as the "camera grande terrena di Lorenzo", the large ground-floor room belonging to Lorenzo.71 The camera terrena is a type of space frequently mentioned in the inventories of 15th-century Florentine palaces.72 Its function was not codified, and there are still uncertainties 66 The type of hallway that goes through the ground floor and connects the street with the courtyard was already in place in late medieval palaces, as was also the courtyard with a loggia which looks on to it. See Saalman and Mattox, "The first Medici Palace", 338. as to its use in the Florentine palaces in general,73 and in the Medici Palace in particular: its location close to the loggia and the courtyard suggests uses that were not only private but also public, in addition to its possibly being meant as a summer residence or as a guest room.74 Moreover, it is as yet unclear why Lorenzo the Magnificent ended up adorning this room with the precious Battle of San Romano cycle by Paolo Uccello, which he had bought in the 1480s, as has been recently established with precision. 75 On the first floor (Fig. 11.3 ) the residence was made up of three apartments. On the Via Larga and on Via dei Gori there were, respectively, the main apartment for Piero de' Medici and another similar one of equal importance for Giovanni di Cosimo, and subsequently for Giuliano di Piero. Each was organized according to a comparable sequence of hall (sala), room (camera), antichamber (anti-camera), and study (scrittoio). Cosimo's chambers (camera and anti-camera) were located along the south wing, overlooking the garden. 76 The family chapel, the oldest surviving sacellum within the walls of a private palace in Florence,77 completed the arrangement: in this quiet space, as Leon Battista Alberti suggested, Cosimo the Elder received Galeazzo Maria Sforza in 1459. 78 Once again, the distribution of rooms that can be observed in Cosimo's palace was not an utter novelty, rehearsing, for example the sequence of rooms found in the old Medici Palace on Via Larga, with which it also shared the fact that the most important apartment was assigned not to the head of the family, but rather to the eldest son.79 Its size and furnishings, however, were radically new. The corner hall on the piano nobile of the Medici Palace (Fig. 11.3 , no. 1) -the "sala grande" -was originally of extraordinary dimensions (20 m by 9.8 m, with a height of 7 m); five windows on one side and two more on the other provided light for this vast space. The grandeur of the hall was enhanced by the presence of three paintings depicting the Labours of Hercules by Antonio Pollaiolo, as well as two other important works, namely the St John the Baptist by Andrea del Castagno and a Group of Florentine Lions by Francesco Pesellino. 80 In the house of a banker as famous as Cosimo, the scrittoio -the physical and symbolic place for the family's business -was of great importance. 81 Identified as the principal seat of the Medici Bank, it was located in rooms on the ground floor, to the right of the entrance hallway. The proposals put forward by Bulst concerning the functions of these ground-floor rooms, however attentive and well thought out, can only be regarded as hypotheses; as such, they have recently been revised. 82 The inventory of 1492 mentions another scrittoio in correspondence with the first landing of the principal staircase (which no longer exists), and another on the first floor, near the anti-camera of the main apartment overlooking Via Larga. This room, a precious treasure chest whose ceiling and floor were decorated by Luca della Robbia,83 held in Piero de' Medici's time a collection of books and precious objects that have been identified for the most part, such as the famous Farnese Cup. 84 The most precious ancient gems kept in the scrittoio were replicated in the marble tondi decorating the courtyard.85 Piero's scrittoio became a true prototype, as attested by Diomedes Carafa's request to have a reproduction of it painted in 1468.86 Of great importance, as far as decoration and furniture are concerned, was also the scrittoio of Giovanni de' Medici, which was left unfinished at his death in 1463. 87 New and important studies have been devoted to the façade of the Medici Palace as an autonomous architectural subject, with particular attention paid to the Florentine palaces of the Renaissance. Scholars have examined its semantic characteristics, its stylistic, compositional, and material qualities, as well as its iconological value. 88 The subject of the façade of the patrician residence as a unified and organic palimpsest, influenced by notions of homogeneity, rationality, and geometry, was born in the communal city of the late Middle Ages. This concept of the façade was closely related to the squares and the network of public streets planned and organized by the municipal authorities,89 for whom the management of the architectural and public works became the mirror of the wealth and power of the civitas and its governing bodies. In the Florentine context of the 15th century, the façades of the palaces, with their monumentality and ubiquity within the urban fabric, created a space of great importance in the context of European urban history, which provided the grounding for the subsequent development of great Renaissance palaces. 90 In this sense, the Medici Palace was representative of the definitive modern concept of the façade, which has been studied according to two main types of observations: on the one hand, reflections on the importance of the compositional and stylistic choices, and on the other, the morphology of the rusticated surface. One piece of evidence that the historians agree on is the reference to the Palazzo della Signoria, a prototype referenced in the handling of the stone walls as well as in the absence of bays for the shops on the ground floor.91 As with their artistic patronage,92 the choice of the Palazzo della Signoria as a model confirms the aforementioned approach of Cosimo the Elder and his son Piero, competing with the great public commissions in the city. There are, however, substantial differences with regards to regularity and geometry of the façade, especially given its role as a prototype. The façade on the Via Larga is articulated through ten windowed sections (and nine on Via dei Gori), which became seventeen in Riccardi's imitative late 17th-century extension.93 The front façade is vertically organized in three registers, differentiated with all'antica cornices at the level of the window sills (Fig. 11.4) . The bold expressivity of the rough rustication on the lower level -distinctive in its naturalistic treatment and its depth of relief -stands in contrast to the two upper floors, where the pietraforte wall gradually diminishes in ruggedness towards a pseudo-isodomum solution of smooth stones on the piano nobile, and a compact and unified wall of smooth collinear stones on the top floor.94 The façade is crowned with an imposing cornice, the result of a combination of antiquarian elements assembled together with a certain degree of freedom, as on the pulpit in the cathedral of Prato,95 following a tendency that subsequently marked a particular trend in Florentine architecture in the following century. This cornice, in any case, is the first example of an all'antica cornice in the 15th century96 (Fig. 11.5) .
At the corner, the unified appearance of the base was interrupted by the loggia, closed off in 1517 by Michelangelo with his famous "kneeling windows".97 91 Belli, "Forma e naturalità", 26-27; Clarke, Roman House, 167, with previous bibliography. On the issue of the shops within the palaces constructed between the 14th and 15th centuries, see Preyer, "The 'chasa o ver palagio'", 283-284. The regularity and the geometry of this façade have been well observed.98 However, as already noted by Francesco Milizia and more recently by Forster,99 the arrangement of the openings on the first and second floors does not strictly cohere with the great bays of the ground floor as far as the alignment of the vertical axes goes. As a result, the autonomy of the ground floor from the upper floors was emphasized, following a solution which was already used for some buildings constructed in the previous decades. 100 We should indeed recall that a total homogeneity in the composition of Florentine palace façades was achieved only in the second half of the 15th century, and it was one of the most sumptuous results of the evolution of façades in that century. 101 An analysis of the material character of the rustication has also enabled scholars to formulate an interesting hypothesis: the sculptural effects of the stones were verified in situ, a fact seemingly borne out by the different morphology of the blocks on the ground floor of the Via dei Gori section -which are more refined and more regular -in comparison with those on the Via Larga, which are less regular and characterized by a more rugged finish102 (Fig. 11.6 ). The very size of the stones of the Medici Palace is also striking, anticipating the cyclopean blocks used for the Pitti Palace.
Even if the main reference point for the walls of Cosimo's palace was the Palazzo Vecchio, the use of rustication there was enriched by additional references traceable to ancient Roman sources, of which the contemporaries were duly aware while seeking to revive its magnificence.103 This type of stone cutting also recalled the walls built by the distant inhabitants of Etruria, as mentioned by Leon Battista Alberti, who commented on the large, irregular stones used on their fortresses.104 This connection was later emphasized by Serlio in his reflections on the Tuscan and the "rustic" orders in reference to his wish to "join the language of the ancient Etruscans to that of modern Tuscans". 105 The transformation of traditional stylistic elements of a medieval derivation can also be recognized in the design of the mullioned windows,106 which, in an arrangement derived from those present in public palaces or religious structures from the 13th and 14th centuries, appear for the first time on a private residence, adorned with heraldic emblems celebrating the family. The attempts to determine with precision the start date for the construction have reopened the current debate concerning the author of the design, which has been polarized around the names of Filippo Brunelleschi (1377-1446) and Michelozzo (1396-1472) ever since Giorgio Vasari's account, which itself was based on previous 16th-century sources.107
Although there are no surviving documents, such as receipts or letters, that would definitely prove that Michelozzo was the architect of the Medici residence, after more than twenty years since Brenda Preyer's essay -which had argued for a possible attribution to Brunelleschi -the majority of scholars believe that Michelozzo was indeed the architect. Arnaldo Bruschi has emphasized that his Brunelleschean inspiration, which can be seen, for example, in the capitals in the courtyard that are topped with impost stone blocks (pulvini), just like the columns of the Ospedale degli Innocenti, actually harked back to tradition,108 the more congenial framework for Michelozzo, as he worked on his original designs in terms of both the general plan and specific construction details.
The previously mentioned register preserved at the Archivio del Capitolo at San Lorenzo, studied by Hyman, is a precious source that contains important information for the history of the construction works and not only with regards to chronology. It provides, for instance, an account of the work on the capitals, the sgraffito decoration of the courtyard, and the exchanges of materials and skilled workers between the two construction sites of the Medici Palace and San Lorenzo. 109 The latter was a common practice, which we find again in the Ginori palace, adjacent to that of the Medici.110 For the skilled work, in particular, this document names some master workers renowned in Florence, such as Nanni di Miniato, known as il Fora,111 or the more famous Pagno di Lapo Portigiani and Maso di Bartolomeo, both linked to Michelozzo.112 On this point we should recall that Michelozzo, as previously mentioned, never appears in the payments listed in the register; this is a circumstance encountered in the majority of the main Renaissance construction projects, and thus it does not invalidate Vasari's claims. At the same time, we might accept, with Brenda Preyer,113 that it is not quite correct either to accept at face value the assumption that, given that the master workers linked to Michelozzo have been proved by the sources to have worked on the site, it should follow that he himself was "naturally" part of the project.114
In favour of an attribution to Michelozzo,115 there is the fact that all Cosimo's other architectural activities had this artist as his trustworthy architect,116 prefiguring the exemplary relationship between patron and architect that was to take root between Lorenzo the Magnificent and Giuliano da Sangallo. The role Cosimo had in the government of the city was probably the reason why Michelozzo was put in charge of building the new custom house, the Dogana, and of the Palazzo Vecchio,117 a project which anticipated by ten years the most important general redevelopment of the first courtyard of the palace, designed by the same architect under the protection of Cosimo. We are thus witness to Michelozzo's promotion to a public role, heightened two years later by his appointment to "capomaestro della lanterna e della cupola", four months after Brunelleschi's death. 118 Between the appointment at Palazzo Vecchio and the nomination to the highest levels of technical administration of the Opera di Santa Maria del Fiore, there was the construction of the Palazzo Medici, a commission whose prestige and requisite commitment were compatible with the role that the architect was assuming in Florence, in the shadow of his powerful patron Cosimo de' Medici.
An additional piece of the puzzle -one that still needs to be clarifiedconcerns a new document from the archives of the Opera del Duomo in Florence. The document indicates that Cosimo, through Michelozzo and Battista d' Antonio, gave several stones (which were at the "Piazza San Lorenzo" and perhaps earmarked for the Medici Palace) to the Opera del Duomo for the interior frames of the marble niches in the "tribune morte". A definite and unanimous evaluation of this source with regard to Michelozzo's role in the building of the Medici Palace is complicated by the fact that he was also named the architect of the same institution.119
Research is always open to the challenge posed by the discovery of new sources, and in the case of the designer of Palazzo Medici, the issue should also take into account the actual role of the architect in the process of being recognized as an independent, intellectual figure: one of the achievements of the city's culture of the 15th century still in need of further investigation. 119 This important testimony has emerged as this chapter goes to print: Florence, Archivio dell'Opera di Santa Maria del Fiore, viii. 4. 1, c. 32. We consider it useful to bring it to scholarly attention, as it might trigger new ideas regarding the attribution of the Medici Palace.
As a preliminary consideration, we can note that in the acquisition of wood that Cosimo made from the Opera del Duomo (presumably for the palace), Michelozzo never appears: see ibid., cc. 19, 21v, 35, 43, 44, 45, 62, 64, 76.
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